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Comment 


Talk about Laz 


arus being rais 
Brian two years to 


ed from the dead, 


Ad They wer 2 ° 
live when Dr. Eugene Land . © 8iving 
Brian's weight had risen to over 310 lbs. His drone otoPped in, 
was back in the news 


. King behav; 
> It seemed time to sa ra +VLOr 
and be thankful for the hundreds of Songs y rovers for ¢ man 


at press conferences, Het 
guitar. He's writing new Songs. He's telling people that he regeee 
Only time will 
complete one, 
records. TIrre 


very of 1976-1977, Brian or; : 
early rock rhythms and keyboard—based Phil Specton natn’, Pump with 


pector product; “ 
a few new songs characterized : ein He 
board—dominated rhythms ; 


ng lyricism, key- 
and incomplete although inspi : 
production. That was 4%. F rather inspir ed, 


The 1976-1977 tracks, from "Rock & Roll Musict 


: : to "It's Over Now!" 
were a fragile, flickering flame which went out too soon. There were 
exciting, hopeful exa 


Together:" the car 
mx of "Hey Little Tomboy"(my personal favorite 
But Brian never quite put it all together. 


And yet his musical instincts have never failed. People are wrong 
of the death of Briants talent. The 1976-1977 period 
proved that Brian never forgets what makes a song a good song. In~ 
deed, he never writes a bad song. 


It is enough to hear that Brian is 
that he is writing good songs. That is cause for celebration. We 
must hope for one further thing: it should be Brian who produces 
new Brian Wilson songs. Brian is a great Songwriter as well as a 
great producer, and the 


y gO hand-in-hand. The last two Beach Boy 
albums demonstrated what 


happens when another producer attempts to 
interpret Brian Wilson compositions. Too much is lost. 


again writing songs, to know 


And of course I am self-serving. The important thing is the 
health and happiness of Brian Wilson, the man who has given us ae 
dreds of beautiful songse We should be extremely grateful “2 a 
and should hope, above all else, that Brian someday nena 1s 
Sweet-sad refrain, "Wouldn't it be nice if we were older... 
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Music Update 


better 
turn for the 

took another d release, 

f the Beach Boys me oid weeds 

The fortunes 0 


ew O : 
April 6, 1983, without the aid of an tot dae Interior 
on Apri ’ 


licity-. aod 
: ithout any planned pees ock and roll band would play 
coe eer eae Watt decreed chee ae © h music attracts the 
Secretary Se wait on July 4th because suc 
the Washington 


"wrong element." 


; : d this 
11 music considere 
and rock and ro vious 4th's. 
aoe ay Boys had pas oe SS o Washington, and even 
f opinion ag : an's close advi ; 

An onslaught o of President Reag oken with the 
Nancy Reagan ~ Bait By April 7, Watt had Be Ae enolic fear 
behind i see the situation, and offered a p 

saent & 
a te a press conference. 


i Wayne 
Las Vegas entertainer 
ire of Watt to have tee 

pore OS 4th had already ee ee a A 
ee ae and Newton was ine hes te emneea ab taal Wea 
= inviting the Beac hi 
Sees te canatan dee aed to benefit the Special Olympics 
ous 


d 
t to coast, —both large an 
f the furor, towns from coas -b¢ ae 
siege oer to host the Beach Boyse It was a Leepee —— 

ee tame for the Beach Boys, whose concert attendence 

com 


lipping, and who haven't released an album of new material since 
Ss ’ 
March, 1980. 


And Mike Love got to write an article for the Washington Post. 


j the summer on a sche— 

Since then the band has continued through | 
dule ae must make them the number-one touring group in the world. 
They have concentrated on smaller, outdoor venues, like the 45th St. 


Pier in New York City, and Lanierland Music Park in Georgia. On 
July 4th they played a free concer 


t on the boardwalk in Atlantic 
City, with 70,000 people on the beach, 


They performed in ballparks follo 
San Diego Padres 

The stage s 
tour, but with th » individual Beach Boys have missed 
Shows. When Mike mi j 


in Cleveland, many of his lead you 
cals were assumed by Jeff Foskett 
Sung by —Matthew Jardine, 


Wing baseball games by both the 
and San Francisco Giants. 


has been placed at th 
again. Carl has marketed his solo LePs b 
"Rockin' Al] Over The World." 

Lennon by Singing Lennon' 


© opening of the set once 
y doing John Fogerty's 


been paying tribute to John 
A regrettable performance, 


Mike has 
Ss "Imagine," 





: ing a Washi are st; 
impact of the James Wate Rowe « 11) rough, Ty even play. 
0 


S busi 

Hilburn “Bitarce ot 
0ing back into 
really know your : go in with 


a ee VO 
Wong move, you 


Although Brian h 

ita as not been j ’ 

writing so ; in the studio thi 

un onic keyboard. = ra oe between concert i year, he has been 

COUTSS An Fhe Gliecca: Ge Oe Book tims ant Pon a earS an elec 
in the Colorado Rockies, or a 12-day survival 


es 


In June Brad j 
gether a Heath Hops Pee tte suck Cm eon Bg 
early August. (Capitol S1-12293) The tracks are as follons siae a” 
t . = 4 - 
With A Little Help From My Friends," the Beatles song, recorded in 
1967; "The Letter," the Box Tops hit, recorded in 1967; "I Was Made 
To Love Her," a longer version of the Stevie Wonder tune that appeared 
on Wild Honey; "You're Welcome," the B-side of the "Heroes & Villains" 
single; "The Lord's Prayer," the B-side of the "Little Saint Nick" 
single; "Bluebirds Over The Mountain," a stereo-separated version of 
the rare Dutch mix; "Celebrate The News," the B-side of the "Breaka- 


way" single. 

Side 2— "Good Vibrations," the alternate version that surfaced 
on the 1976 radio special; "Land Ahoy," an outtake from Surfin' 
Safari; "In My Room," sung in German; "Cottonfields," the single ; 
version; "All I Want To Do," a live 1969 version; "Auld Lang Syne, 
the Christmas album track minus Dennis! talk. 


All of the tracks on Rarities came from the Capitol varies ainda 
essentially unknown to Capitol until Brad puatotts Be Oe neste 
seek them out. He says there is not enough recta gece a de 
vaults to make a second rarities album. A second 2 


4nvolve the Beach Boys’ own tapese 


included 
o be inclu oe enn US ao Se 
a few highly ore 


ot included, sinc 


i collection but was 
ee vivorSe See 


hestrated 
e they 


One track that was a se ies 
dropped at the last minute was 
the Elliott anterview.e) There — aise = 
(a la Christmas album) tracks bess ¥ 
didn't fit into the mood of the a+bulle 
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Carl Wilson: 

S 
chart, but his sj ae SO 
weeks in the ars fics ’ 
bum, "Givin't You Up, = 


¢ The second «3 to spe 


w 
Was released in late Jul 
ve 


a . Sett 
( onsistently) in Chete sock 'N' Rol] 
es. Tho 


Was n . 
ot releaseq commercial eu 

1a ly 

® 


ot Mie r 
by Marilee Rush; A roi Bells" by the en 


"Jingle Bells by Paul Re 


vere tmas Tree" ph 


: iders: 
Macgregor and Mike Love; Ginis cee aaa! What I y 
. ock" 


A 7 ‘ 
one-hour video special which presents 


be offered to network TV thits koltdie Beana the entire album is to 
n 


Solo Cups -the drink 
nking cup fi ‘ a 
boxes of - ; ng cup firm will distrib a 
cups with Mike & Dean pictured on the ae Bho ae 
an 


offer to send fo i ini 
oh. ra Single containing two songs from the ‘Christmas 


Mike & 
si Rares te Paul Revere and the Raiders performed in Te 
Make thas enero Pei oe they may do a tour in the ikime.. 
. sire i : . 
in the next Radio Shack ke mS SRG VERLERSS: BECK” 





fie Satie e Bhoee Boys albums surfaced on the West Coast at 

ar Bila a e summer. One is a rather unnecessary collection 

eh etaan i entitled Made In U.S.A. The other is a significant 

San esa Y, Stereo pressing called Landlocked. This features rare 
eleased tracks from the 1970-1971 period. (See ASM, winter '83) 


The tracks are as follow: "Loop D i inci 
$ p De Loop," "Susie Cin Tg 
mage "HELP Is On The Way," "Take A Load off fone Heal 
Ae 2 abel Ahan tgeed = "IT Just Got My Pay," "Sound Of Free," 
awe inter," "It's About Time"(drum track), "Tears In The Mor- 
Sti Good Time," “Big Sur," "Lady," "When Girls Get Together," 
ookin' At Tomorrow," "Til I Die"(two different versions). 


wie the quality of the record is surprisingly good. In addi- 
—_ : age mae good liner notes and the promise of a third 
aoa g LeP., Smile. At this point that record does not seem to 










A 
j i Records, 
album was released last spring by Rhino 
De Cu a spirited, rockabilly rendition of Brian's "You 
" and (2) what turns ou 


and contains 
"Go Away Boye" 


t It All On Yourself, 
er-bef ore-record 
nd interview) 


Se nev ed Brian Wilson gem, 
9 


(See review a 

There are present 
in the air, but th 
w in San Diego 


single. Touring plans are 


ly no plans for a 
for the Beach Boys at one 


e Honeys did open 


up 
sho 
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yer magazine famed guitarist 
k for Phil Spector in the early 


In the March issue of Guitar Pla 
had some interesting 


1 Kaye, who did mich session work £0" | 
eres, “nd Brian Wilson in the mid—Sixties, 
things to say about Briane eae 

j j track was a bass part on "Gatl— 

Ms. Kaye said her first Beach Boy a 

i i ." She also remembered contributing bass parts to 
ee : Wilson were longer 


i i .—" aid sessions for Spector and 
Vibrations She sal p anise tebine neer 


he differentiated between the 
then, Wee ee be the song chords, and then 


*n Phil's case the bassists would be given :! 
ata often come up with their own parts. On the other hand, Brian 
wrote every note for the bass parts to Beach Boy songSe 


James Watt fiasco became something of a na- 
to hear Johnny Carson or 


The Beach Boys VS-~ 
When 


tional inside joke. It is not uncommon 
David Letterman refer to 


Vice President George Bush s 
were in orbit, he said, Well, you guys 


Beach Boys off the front pages." 


TN 


poke with shut 
have managed to push the 


Late news: On Wednesday, August 3, at the Beach Boys' Pacific Grove 


concert, in Los Angeles, something very good happened. At the be- 
ginning of the encore Brian Wilson walked onto stage alone, sat at 
the piano, and sang and played a brand new songe Its title is "It's 


Just A Matter Of Time." 


LL 


a 
SURFIN’ U.S.A. 


ee 
THE BEACH BOYS 


SHUT DOWN 
SNe ea i en 
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Interview: Rhino Records 


Harold Bronson is an executive at Rhino Records 
executive producer of the new Honeys album, . 
cently spoke with Mr. Bronson in England 


He is list 
Ecstasy. Andrew fo 


Bronson: The Honeys from the beginning. There: 

Beatles fan by the name of Richard a i sng Recs sa ri 
into Rhino. He's credited on the back (of the album) with - co: 
you, and he came to Richard (Foos, Harold's partner at ima) ee 
a tape of the Honeys, which was the Kessel's stuff, I think ° _— 
remember exactly what it Was, as we had to give the tape ba k Fai 
or five cutse.. I'm sure if you told me, I'd know Le = ee 
heard it and wanted to get involved. Initially, he came to me 
gave me the tape. I can't recall our exact motivations for aan 
involved at that level, but as we had more discussions, it ae a 
lized into the fact that we thought it'd be neat to work sith tke ; 
as female «vocalists, and also because of the whole legacy. So the 
next step was -we had a general meeting with the three of them, and 
we really liked them a lot, -they're really nice people. 


Doe: When you say "the three..." 


Bronson: I'm sorry. It was actually the four of then: Marilyn, 
Diane, Ginger, and Barbara. 


Doe: What happened to her? 


Bronson: Well, later on, as we started getting into it, pre-produc-— 


tion and all that, it took longer than we anticipated, and she was 
starting to get some movie work, being an animal handler. She had a 
job somewhere outside the city, and there was another movie coming 
up in Canada or someplace, that didn't make it convenient. And 
around that time I think the other girls may have felt some lack of 
real commitment. It probably didn't mean as much to her as it did to 
the others. Barbara is one of the original signatories on the con- 
tract, but she bowed out a bit later. 


Anyway, part of the original concept was to have them do 
some of Brian's material. We figured two or three songs, -as far as 
selling something like this, we felt that with a couple of unreleased 
Brian tracks on it, anybody who's a hard-core Beach Boys fan is gonna 
have to buy this record. So we had some discussions with them... 
and basically their sound, as opposed to the American Spring and 
early Honeys sound, -they wanted a harder sound, which was a little 
bit of a surprise to me, because that evidence wasn't there before; 
and the fact that they're in their thirties now, -it seemed surprising 
that people would opt for a harder sound, because when you get older, 
you usually start to mellow out. 

In trying to understand what the sound should be, before we 


proceed, —basically the best example is the Raspberries.+.a song like 
their second hit. I played them this,and they said, "That's it, 


Anyway, Richard 
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ctly wh 
for the next oy our sound shoulg eae 


©, and which 


reall i 
¥Y good Suggesting material : they were f 
a 


ted some thi 
1 . 
ngs. And Richara uid fons ee Some tapes, and 5 


tracks 
BO, ori 
really had to ae they said, "We q Bu as far as the Bria eee 
press them. And Hien ree t have anything. 1 hag! 
€y said » an 


that would £3 
Te mL 
—the old ‘Honeys-~ Roce d' the 


So I said, " — 
» "Yeah, that's Gt.« Y boyee." And T thought it was great 


Brought It A ‘ aN ; an 

11 On Yourself, Bey ge ones ‘ie the cther was "You 
Doe: “ 
oe I've heard the original 


It's pr 
Bronson: Me too. Th nes 


Lt 
a ales. weuad So those were the t 
album, but they di One You Can't Have." Tt 

‘ ey didn't like Rhee Sibctde Was supposed to be on the 


stylistically it aj On it, and 
idn't fit it, thought th 
the vo ) -S0 we left ; i 
cals and put it on the B-side of dometitiee ene a“ 
me point, 


The first step was the dj 
the songs. ' e direction, the 
ee ae i was something I picked Necauser de Gasca 
Honeys' sound. I voted eee it seemed like it should. Bs th 
it's a real — see wat Indian Giver." I think that's a hit - is 
choice because they di Temptation Eyes" was one they did, ~a | 
obviously Briant os id a great version of it. And "Be My’ Bab 7 
SHEA, ines arouse Mae te ae ee ee and Marilyn was telling ne 
used to hear, SOee. € twenty times every day. That's all she 


Now, produc 2 : 
restesrene oe 4 ers, —I'll give you some background on these 


Doe: One thing I'd like to cl 
: ear up, —Br 
nothing to do with the album? Py ian had absolutely 


Bronson: No, nothing at all. We thought it would be great if he 
came down and played piano on something, just to have him there, but 
I think on one level, they'd been so much in his shadow that they 
felt they didn't want to be relying on his reputation or interest in 
him —that was one reason. Also, during the time that this was record- 
ed, he wasn't in that great a shape; it was hinted that having him in 
the studio might not have been such a good idea. 


OK, producers: originally I was thinking I was going to be 
producing this, but I just didn't have enough time. Louie (Naktin) 
is sort of my right-hand man. He's been on a lot of Rhino Records as 
a guitar player, and he's also an excellent songwriter and arranger. 
Maxfield is his stage name, and this album is the first time he's 













Natkine That's pasically 


. f : 
his real name © pop! Wie abilitys 


ed himself under unt of respect 


it 
plo agen a tremendous amo 
him 

wns Mad 
nius. He also © 
; her guy who's @ B© llent bass 
Avnet 15 anot 's an eXxce 
Mark he album was recordede He irities; not only 


I knew his sens 


where t 
techniciane He 


Dog se oe worked with hin, ts real good with 


h of them 7 

t's how they 

sounde figured they © oduced any record before; but 
. never really pr Ise could've 


duc ’ 
de They ve od e 

imai pine sh job, mich better a ee "the girls have ever 
they a4 | the record 1s much better nee a fe started working 
a eae initially had 4 Bib gets. he rok From Love," -Louie 
donée : : = roductione "Running wv Brian had 
wits the Bie ae one of these sessionse "Go Away Boys Ee 

WL " 6 
ene the melody and the first verse 

"Funny Boy?" 


That was "Go Away Boy" and not originally 
" and anyway, the Caen 
Sr Teed ae i and I thi te the bridge. Mara yn 
CS en OH e and he cried. "Girls Are Vicious 

s a real interesting 


t how vicious they are€e 


Doe: 
——— 


se girls themse 


"ove You Foreve 


with Bobby Greenburg. Mar 
sounds very Beach Boys because 
thing, "Boy From Nowhere," 15, I guess, 
and the Figures album, which is coming out soone 


for me and I gave them the OK to do it. 


Doe: You mentioned in a letter to me way back that you were con— 


Sidering "Happy," the Stones songe 


song becau 
r' was a song 
k is really into the Beach Boys, 


the sensibility is there. This other 
a reject from a Gary Myrick 
Louie played it 


Bronson: I suggested that to them, but they decided not to do ite 
—Aimost going to, but ultimately they didn't. 

Ah, the cover idea was basically mine. I always wanted to 
do a cover that was a movie poster motif. So we felt that Ecstasy 
was a good title for the record, as most of the cuts were about love 
on some level, and the trials thereof...-and also the back cover with 


the lobby card. 
Doe: One thing, going back to production, is that, not to put 


foo fine a point on it, the girls are singing much better than they 
ever have before. 


Bronson: Oh yeah. That's good production. In the past, with the 
Kessels or whatever, it was like, "That's fine," as opposed to some- 
one saying, “Look, Marilyn, that's not quite good enough." I was not 


|: 


4 


there, and T don! 
good Singer, ie? 
ee producing other Si 
i would be a great vocal or Somethj 
i ngs lead on "You Brought It A] “ 
ation Fyes," and then Marilyn and q3 


Doe: Any follow-up potential? 


plies a single release You mentioned a Beside, which im 


e 
Bronson: There are ideas wet 


definite. We fieauhe Sbowk se been kicking around, but nothing is 


a : ' o1 i “ 
Indian Giver" as a twelve-inch, ‘with we? we thought about releasing 


You Can't Have" on th ptation E ’ 
e B “mia yes" and " 
tually do these things. Side. It's difficult to Say if mee 


Doe: Are they g0ing to go on the road? 


Bronson: They want to. They" 
momente They have been rehearsi 
ing tracks. I'd like to Ste ft 
it'd be real good. Carl hear 
which really pleased the girls, because het 


liked anything else that they? 
over the phone... ene aes Pe 


LAIY starring THE HONEYS 


DIANE ROVELL « GINGER BLAKE » MARILYN WILSON 


il 
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Review : Ecstasy by Gary Gidman 


s that Brian Wilson produced outside the ga Sy 
his obvious favorite was a group of three girls, the Honeys. rian 
is 


cou ) J 


ister of 5 ongwriting, arranging, producing, and even performing. 


of all the act 


Honeys, and their 1970's mam— 
find some very impressive Brian 

't Have," "He's A Doll," 
on), and "Shyin' Away." 
"California Feeling" 

» compositions. 


In the catalogue of songs by the 

tion, American Spring, one can 
atch creations, including "The One You Can 
"Good Time"(much better than the Beach Boy versi 
A good deal of unreleased material exists, with . 
a "It's Like Heaven" being examples of strong B. 


In the last several years Marilyn and Diane, eos Ti as 
a duo called American Spring in the Seventies, were loo eS aa 
w recording contract. At first they conscripted their o he 
ter Barbara, to make it a trio, but then Ginger returned, . s 5 
the original Honeys were back together. ~ After a ee ania - 
pendent producers and record company rejections, the gir a, a 
ended their ten-year absence from the music marketplace witn a 


from Rhino records, and a brand new album. 


(Rhino RNLP 851) is produced by Lou Naktin and Mark 
Avnet. it is a clean production, reminiscent, to this listener, of 
James Guercio's work with Chicago, except for the occasional use 
here of echo, presumably for a Spector-Wilson ambience. 


Ecstas 


The performances, both vocal and instrumental, are energetic, 
and sometimes inspired. The resulting image of the group is changed 
somewhat, to the contemporary “tough girl" stylings typified by Pat 
Benetare It is not hard rock, but leans much of the time in that 
direction. Although this reviewer is not crazy about that musical 
style, it should be said that those tracks which evidence such an 
intent: "Running Away From Love," "Boy From Nowhere," "Girls Are 
Vicious," and "Ecstasy," -are very well done. 


The musical arrangements, built around strong drumming and massed 
guitars, are effective, and Ginger Blake's gritty vocals are particu- 
larly interesting, striking a stylistic balance between the aforemen- 
tioned Ms. Benatar, and the archetypal '60's tough girl, Ronnie Spec- 
tore 


Elsewhere on Ecstasy are found several bright, harmony—laden 
cover versions of well known songs from the Sixties. "Indian Giver," 
with its cute "ooh-wah-wah-wah" chorus vocals, and dumb "Witchy Wo- 
man" instrumental motifs, is pleasant fun. "Temptation Eyes," and 
"Be My Baby" are exceptional, with both featuring well developed, 
contrapuntal block harmonies, an obvious nod in Brian Wilson's direc~ 
tion. "Be My Baby" is, in fact, one of the better covers done over 
the years, although nothing will approach the genius of the original. 


16 — 
——$ £00 SOME music 


"Love You Forever" is a moderate tem 

po ballad ; 
the melody, but saved by fine vocals around a Slates weak in 
The final two songs which fill the album are Brian Wil © arrangement, 
tions, and I've saved them for last, as they are cert Son composi 
lights here. rtainly the high- 


"You Brought It All On Yourself" dates 
was written by Brian. A recording by the sate oe 1964, and 
‘cepa by Brian, reportedly exists. The version a d here 
oo reworked, opting for a boogie—woogie rhythm Read Neva Ha 
ae ng piano-and-bass figure, punctuated by saxo he Se ee 
a phones and a heavy, 


The song is a brisk exercise j i 
; in phrasing. The ver 
ak Tage on and off the beat. The refrain is Rolicty .- i 
ee s vhs economical but full, typical of Brian's arra a h ne 
ck in he Sixties. The dynamics of the answeri i aed ee 
vocals are inspired. Gah Si enemas 


In my opinion "You Bro 
— ught. It All On Yourself" 
a pe compositional masterpieces, yet its eeecenie cae ene na 
si ons ‘gg aga with the other material, and, not surgeries 1%, 
Aisoata ; on Shine brightly. It is eclipsed, nevertheless i ‘hk 
closing track, and centerpiece, "Go Away Boy." » OY the 


tr 
vie ass i ed was Supposedly started by Brian around 1965-1966 
The oe fe tinted ne i See Oe Eo Lyric 
; ed 1t o -and not badly, I migh . 
that it mattered greatly; i : Y, + mignt add. Not 
: ¥Y; as in much i ; 
ne EiieiesGan oobctoues lee ae of Brian's work of that vintage, 


"Go ie < pggee between melodic line and harmonic progression in 
SO eneotie:, aa = Kable, for it is very complex, yet flows ever 
Wild." ra Res tonality places it in the company of "Let Him Run 
pire giitonnard ate ror The Day." The Honeys' arrangement is 

as befits the nature of th i : 
full but restrained pes ee ee 

» and Marilyn Wilsont ‘ . 

forward, and emotionally to pe some n's vocal is also straight- 


Wi : : . 
cents dace oo rewrite this song would have been a perfect can- 
place is the heaer eet The only element that is painfully out of 
to unify the allan, ar solo, which was probably included in order 


All in . 
seine iti wee is a very respectable collection. I had 
that the cust tce wes in listening to it, probably due to the fact 
Brian Wilson's infl and much of the musical content does not reflect 
and the Beach Bo uence. JI think I have come to regard the Honeys, 
aspirations and _ as well, as merely vehicles for Brian's musical 
Meh have Onceits. I can't help but wonder what this album 
Sounded like had Brian Wilson produced it. 
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The Survivors 
by Brad Elliott 


vors have been one of the greater mysteries of the Brian 
For years, it was assumed the Survivors were 


simply the Beach Boys under an assumed name. The liner notes to the 
nearly—definitive Capitol Years boxed set related, "As the Four Sea-— 
sons were later to do Successfully, the Beach Boys wanted to cut a 
record and release it under another name to see if it would be a hit. 
Needless to say, the Eeach Boys' game back-fired on them, and a su- 
perb, if not spectacular, track was lost to history." It makes a 
great story, put it's also false. 


the Survivors were another group with which Brian 
Just as he had the Beach Boys with his family, 
is friends — specifically, Bob Norberg, 


The Survi 
Wilson/Beach Boys sagae 


In reality, 
Wilson was involved. 
Brian had the Survivors with h 
Rich Peterson, and Dave Nowlen. 


ull story on the Survivors, I talked with Peterson 
and Nowlen, separately, several months apart. The interviews were 
fascinating. Both men offered many anecdotes about Brian and the 
Beach Boys, and provided valuable insights into Brian's world. 


Nowlen, now 39 years old, is a priva 
the chief executive of a major corporation. 
in msic, writing songs for his own and his family’ 
year, a noted country—and—western producer expressed interest in a 


song Nowlen had recorded. 


To get the f 


te pilot, flying planes for 
He continues to dabble 
s enjoyment. Last 


Peterson no longer goes by that name. About 1970, he changed his 
last name to his family's original Armenian surname, Alarian. Now 38, 


Alarian is very much in demand as a lighting man in Hollywood. A de- 
cade ago, he gave up a career as a bit—part television actor to con- 
He has worked with a number of 


centrate on the lighting business. 
television programs, including Kasey Kasem's syndicated "American Top 


Ten," as well as theatrical presentations. He also has provided the 
lighting for several music videos which have appeared on MTV. 


For better continuity and ease of reading, the two interviews 
have been edited into one. RA is Rich Alarian. DN is Dave Nowlen. 


BE is myself. 


Rich, you lived in the same neighborhood with the Wilsons when you 
were growing up? 


BE: 


RA: When we were growing up, no. I lived in Lennox and they lived in 


Hawthorne. 


BE: How did you first meet the Wilsons? 


RA: I was 13 years old. My next door neighbors in Lennox, I used to 
My next 


babysit their two kids. They were 4 or 5-year old kids. 
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irst thing that we 


ADD 
that was the £ ; : 
Brian would sing 1n 


id "Surfer Girl". 
ae 2 aad this falsetto thing. ! 
‘ d voice like hime. 


led with : 
ee so I could get the high—pitche 
d to sit in on a lot of decisions. T'11 never forget when 
attorney called himeee it was when he did that surfin song 
: UsSehe") > Chuck Berry's attorney called ag Chuck 
rison, to sue Brian because he stole e musiCe 
=a WE Rich, what am I gonna aoc" Subconsciously, in a 
gehen te ind Brian didn't know how he got it. I remember going throug 
ri oe all that with the lawyers, having to settle with them, and 
, 5 y rights on it because it was Berry 
Small world — Judy 


share royalt 
irl named Judy BowleSe 
s a couple of years 





I us 


Carl and I 
used to sj 
Crush on. H 1t Out front ; 
ish guitar oe this old guitar, He 
y oike a six dollar guit : got 
are It onl im this 
Span~ 


On ite He'd sit th 
but he'd ere and he w 
to make dente tly me his noeee woot he couldntt : 
howl at the moon, we'd sit out there — i on the ‘ob ant “ He used to 8° with a g hool with me Judy wa 
—_ around 3 sali a i‘ oe — his first crush. He was in love 
m eg A a a eee I can't remember his name, Was it 
few years younger, and he was a sur- 
like thatee.e you know, 


with Judye 
her brother was a 
j ALL. the words 


I stopped babys: 
abysitting, ' 
? cause 
I was 15 years olg -_ 
getting Older Jimmy? eee ; 4 f 
oe ~ ah Bayeees a9 think that was ‘Surfin' U-SeAeeee 
d Jimmy. I was & hodad, 
know what 


I didn't see t 
he guys for about a year or so. At 
° that time 
» they 


became the Beach Bo . 
Sgn i ‘Suna Gate ne around with them Th 
° ne day I walked into a wade oe the hell Liesl all those words, ; 

end I see their pic. set do, OER pur coi, TE ae hen ther took the picture for 

" they didn't know anything about surfing. When 

a rowdy like me. he'd get 


"Surfin' Safari, 

thatrecord came out, Denniseee he was 

kicked out of schooleee he used to try and surf. 

he used to get beat bad. The board would hit him in the head. 

The guy couldn't surf. But he was the only one out of all the 
The rest of the guys weren't surferse 


guys who tried ite 


um and I go, "¥Y 
over ther 8°, "You gotta be kidd 
the father = er "Yeah." They'd cub Bee mes" So TI go 
» was their agent and business eee ge and Murry, 
got 'em 


started. 


At that time, I was a seni i 
ati “a nior in hi 
and visiting them. Brian and I Sere bed creed ores Sette cone 
ao kia BY a ae : arted chummin together. It 
omic orks Ga ne ut I was proud of the guys. Then the in 
ag &, BRIE o— J oon He was giving them trouble fous ta 
Stone edith thd ° ey wanted to dump him 'cause Dennis never got 
- Aime At that time, Brian said, "If you could onl m 
ee Rich, we'll make you a Beach Boy. If shave 
eae a Seta es you Dk rte the guitar in two weeks, you're 
e e's no way I could do that. 


At the time, I had been writing and cutting records as the Beach 
Boyse We would go and do recording sessions at Gold Star when 
the guys were in New York, when the Beach Boys were in New York. 
We cut the Surfer Girl album, four of the songs; five of the 
songs on theree We were the Beach Boys. With Brian, we were the 


Beach Boyse 


't you live in the same apartment complex with Brian? 
Bob Norberg and Brian lived in an apart-— 
ess it was Woodward. Then I got out 
Nowlen right next door. 


Brian said, "Well, hey, 
That's how that asso— 


BE: Didn 


RA: This is how it started. 
ment at Crenshaw andee. I gu 

of school. I started rooming with Dave 

(Wilson) house, 


When I was over at the 

my next door neighbor needs a roommate." 
ciation started. We were living next door to each other... I 
don't remember, but it wasn't very long. about three, four, five 


months e 


BE: Dave, when and how did you first meet Brian? 


enshaw Boulevard in Los Angeles, at the Cren— 
It was real close to Hollywood Park race— 


wthorne airport... in that general 
I had 


DN: I was living on Cr 
shaw Park Apartments. 


HE: When you say "we," who do you mean? 
RA: Bob Norberg, myself, and Brian. We used Ce occbeue eee RT track. And also close to Ha 
yi : - vicinity. I had been playing and practicing with a groupe 
moved out from Michigan several months prior, had been practicing 
and we were trying to get some— 


and go in and cut recordse When the Beac 
't want to go with t 
Girl album was done 


of traveling, Brian didn 

just always wanted to stay home. That Surfer 
when they were in New York, when the group was ’ 
4 t Gold Star recording studios, 


least half of that album was done a As 
because ey 
New York, ee. ie Oe oid We 


while the guys were in 
et the record out and the guys weren 
matched the Beach Boys' sounde 


with a group called The Pharoahs 
thing going. We held practice sessions at my apartment periodi- 


cally. 
BE: Did you ever cut a record as The Pharoahs? 





DN: No, we didn't, 






flopped, in 


Clear... we'r ‘ : » S i 

the door, milwe in the apartment. day, out of thes 

nondescript kind _ over and Opened the Malena iy: @ knock on 

"Hey, I've heard 3 Buy Standing there at th fre Was this 

real good. Would’ you med rs ticing Over Benes, “at He saiq 

F 1 . ¢ fou 

"No, come on in. Sit down," Sot and listenegon " ae 4 

€ in 1 


Have you ever heard 

of a group called D 
es, w noe” Oanghs) He said, "Have Septet Shadows?" He 
0) ee og ay Said, "Well, Im Brian oes The Beach 


f. _ In my mind, I Said, 
toir time." So I Said, 
youe" He said, “WELL, 
over some time? We can get to 
Son gether and sit q 

practicing or some plavyi t ’ 
how it started. i. matuectle pa 
Brian, 


= be hee do some 
Ss alk." § 
And naturally I was real excited about findin: 


That's basically how we bumped into 


That's when h ivi : 
apartment there. € was living with Bob Norberg in the 


When was this, that you met Brian, roughly? 
When did "Surfer Girl" come out? 
July '63. 


Okay. if it was July, then it was August or September, because it 
had just been out. In fact, Brian had a 1962 red Chevrolet Impala 
that was raked in the frort end and everything, and we used to 
drive around in that. I remember when "Surfer Girl" would come 
on, we sould start singing the parts, and when we'd get to the 
high parts, hetd say, "You'll never make it." I always ended up 
making the high notes. He'd just kind of look at me like he 
couldn't believe that somebody else could make the falsettos high 
as he could. So yeah, it was just a couple of months after that, 
after "Surfer Girl" came out, that I met Brian. 


I can't remember exactly how long after that, but I started play- 
ing in clubs around Los Angeles, like The Cockatoo, which was over 
on Hawthorne Boulevard, and a couple of other fairly decent places, 
but it was just like 9 to 1, 45 on, 15 off. Myself and three other 
guys. $25 a night and all you could drink. One of those type of 
deals. 


I had been over on several occasions to Brian's house, and ee 
take me over and introduce me to Murry and to Audree. I had me 
Dennis and I think I had met Dave Marks, who lived right a , 
the street. Of course, Bob Norberg and I knew each other | snd 
time. I guess I had mentioned... I don't remember the exac 1 
versation, but I had mentioned to Murry that I was short on 6u 


ee 


aa 
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ADD S 


ive you some work 
ee aon r need the 
dwood floor in 
alked on the 
The 
these little nails in 
art to tighten the 


j iL 
j like that. He said, "Well, he 
mere at he house - eed tame eae a har 
iving room painted, eee 
aes fae there in a ae : 
it creaked. The hardwo aoe 
Sea eoor was hardwood. We had to 
EO ae cracks to push the boards further ap 
a . 
rup. I did thate a 
ag ie mber a funny incident that happened one — eee =. 
ooh gan lpi me too, because Bob needed some ex pa bat 
Ee acon thax You know, a anni seed i a 
i i ive down betwee 1S» 
ai really tit na ont. Like this, I mean it a 
apr — all bent and Murry came by, you knoWe = ale 
et * d this disgusted look on his face, like, an oe - 
rae =» es mess of my nails there." And Murry a : sees Sead 
apne And without even cracking a smile, Bob aT a! 
verecuve” (laughs) I thought it was just classic. y 


defective." (laughs again) 


j i he baseboard, 
¢t new trim around the windows, t 
: canit remember if I repainted or repapered Carl' 


Carl was still living there. 


and the ceiling. 
s bedroome 


Carl and Dennis? 


Uhhh... No, just Carl was living at home at that time. If Dennis 
was living there, he wasn't around very mache He had that Cor- 

vette, that new blue Corvette of his at the time, which must have 
been... yeah, because it was a '64 Corvette, so it mst have been 


late '63. 


You mentioned there was a story about the “song "Be True To Your 
School." 


Yeah, Bob and I and Murry were in the living room. They had an 
organ and a piano in their living room that Brian used to play on. 
We had all the furniture moved out towards the center of the liv— 
ing room and draped with paint drapes. We were rolling paint on 
the stucco walls inside. Brian came in and Murry wanted to get 
him to do some work and he didn't want anything to do with that. 
So he and Murry had some light words, no big hassle, but they had 
some words and Brian ran out and jumped in his car and split. 
About 30 minutes later or so, he came back in the house. He was 
really excited. He came running in the screen door in the front 
of the living room and said, "Hey, wait a minute, stop. Every-— 
body's gotta stop. I got something you gotta hear." And he ran 
over and pulled the drape off the piano and sat down at the piano 
and said, "Bob, you and Dave come here. I've got parts I want 
you to sing." We went over to the piano and he did the intro to 
"Be True To Your School" and gave us our parts. He had the basic 
idea and most of the words down already. Of course, I don't know 
if he had been thinking about the Song prior, but he wasn't gone 











RAs 


BE: 


DN: 


When he came thro 

ugh 

ape I mean, he wasn't uHEb cee 
nen Murry was trying to get him to work Bu 


: just . 
gart tries to put you le up with, 


"Be True To Your School," i 

and... you wouldn't <r ah nee 
Sion, clapping in the background "Be 
we all sang on that, t 
in the basement at Capitol. 


: Dave, were you involved in any Beach Boys or Brian Wils 
on record~ 


ings, other than The Survivors? 


No, I was in the studio a lot of tim 
’ t €s when 
are eer peewee hy but I never wertietndied See teen 
_ be S uike € with the group called The Honeys. There! 7 
i aac e e One You Can't Have," There's a section os 
ere’s some clapping, some timed clappi W oe 
around a mike and did that. But no vocals. se SEs BS 


Were you ever involved in writing songs with Brian? 


No, I wasn't, but Rich was. Rich i 

iy ° was not a friend of mi i 
beginning, Rich was a friend of Brian's before I ever mali ay _ 
Rich had been helping Brian write car Songs. 


What Beach Boys songs did you write? 


"Custom Machine," "No Go Showboat." I was a car-—crazy guy. I was 
really into automobiles. That was my tripe "No Go Showboat," 
"Custom Machine," those words were mine. They weren't Roger. 
Christian's, they weren't Brian Wilson's, they were my words. 
Brian had the music, I had the words. Brian would turn around 
and say, "Are you sure about that? Is that what they call that? 
Are you sure?" I'd say, "Yeah." I'd give him all the words and 
then we'd try to put them together in a rhyme. Then we'd sit 
there and Brian would make music. That's how all that stuff 
originated. I was inspirational in those things because I knew 
the vernacular. Brian had no idea of automobiles, especially 
like the custom machines. That was my realm, that's what I did. 


Roger Christian is credited with the lyrics on those two songs. 


Roger Christian did all the "Little Deuce Coupes," all those 
things about high-performance racing stuff. Anything that had 
to do with customized cars, metal flake paint jobs, those came 
from me, they didn't come from Roger Christian. 


: Why didn't you get songwriting credit? 


AD 


DN 


eae 
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ding fees 
j uld pay for all our recore 
— _s" Saatt, wae to share royalties with 
3 "Rich, the day 


romised me, 
att you're the lead singer 


was our deal, 
hat other stuff. 

I was Brian's right-hand mane 
mth come that we'll have the Survivor 
W1 


of the Survivorse" ‘ 
Lllars or re “ “ 
Ge ae - a record. Brian forked it, he paid Soe 
£ meee VO F for the musicians. We'd have mnie Cs 
‘cause the Beach Boys didn't 


te “sia n they'd go into a recording 
ow how = ya Pe: eae ar we had all Hollywood Sie at 
gan on aie j nly one a tl creativitye 
as : i i j ife dependea on ° 
a ae Eger | casi oa Dennis couldn't play 
nF ie he just pounded on them. And every time we had a fa 
ae session until Brian and I parted ways, it was always 
Blainee It was Hal Blaine that played the drums. 


cording fees for us when 


Brian spe 


How did the Survivors single happen? 
Brian made overtures about producing a record for US ve —— 
do the writing of the song, he would SO the production O e 
song and try to get it released on Capitol. The first song was 
Wich Stand."' Wich Stand was one of the two most popular drive— 
in teenage hangout spots in Southern California. It was ex- 


tremely well known. The Wich Stand was called The Sandwich Stand, 
ch Stand. “Hey, we'll see you at 


t everybody called it the Wi 
ae oped ee ae It was one of these drive-in car-hop kind of 
placese 
Now, the A&W was at one end of Hawthorne Boulevard. The A&W and 
the Wich Stand are probably 10 miles apart. One's at one end of 
town and one's at the other end of town. So it used to be this 
constant road race, with all the hot rods, the little deuce coupes 
and everything. You'd go to the Wich Stand and you'd cruise that. 
(Quoting:) "A car with four honeys just split, but they won't get 
far. It's four and four now, but we can get eight in our car." 
Those were the words to "Wich Stand," which Brian wrote. It was 
really a well known spot and I guess he thought that people would 
recognize the Wich Stand for being what it was in Southern Cali- 
fornia and that it would go over. So we went into Gold Star Stu- 
dios and we did that. I sang the lead on "Wich Stand." 


Who were The Survivors? 
Myself, Bob Norberg, Brian Wilson and Rich Alarian. 


How was that lineup chosen? Was it sim 
: ply the people that Bri 
was working with outside the group at the hinee” : Tak 


Bob Norberg had Bob & Sheri and h 
; e hadn't really gotten off the 
ground, so Brian included him in the group as a eel and one of 
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AD 
ivors y the favor to Rich. And because 
al ele r bad already sung and fooled around together, I got 


i and 
ae e in the group alsOe 


And naturall 







F Wie Stay Dd” we Bava b 
: : 7 TOT a ae asked to . P 
Sf he wee y , ++ know what Brian had in mind as a groupy if he was jUBY 
I don the favor or if he had any visions of 
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: | How did you get tapped to be the lead vocalist? 
emember he and Brian 


i to sing the 
Fame aaa Cent, him telling Rich, "Rich, you don't have 
he lead vocal." Rich was pretty up- 


arguing 
‘cee You can't dot 
Binet be ‘hi to sing ‘oohs' and taahs' in the background. 


lead vocal and Ee 


|... 0 \ 
= CRUISIN, TO tHe Wat Stand a 
4 inging 3 He didn't 
rg : hat one, Brian was singing 1m all of our earse — yr 

3 ee coat "i have his voice on there at all. On that thing, Brian 

: "I don't want anybody to know that I had anything to do 
‘f he could get a sound for his tal- 
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there and sing it, and he'd pump into my e 
real good at falsetto. I could double Brian easily. 


just like him. 


We sounded 


6 
g Ca 
wa ” “ Wc ST RV me .said, 
A ET wicks Sond Sean Hehe ee A ae th ite’ He wanted to see if he or his 1 
De CR ce for his ability for music, without the public thinking it's 
Ey Brian Wilson. We spent hours, DAYS on that sucker. We'd sit 
ar the falsetto. I was 


i 


wetclt “STAN BE: Who were the musicians on it? 
Brian, Hal Blaine, and two saxo- 


DN: They were myself, Bob Norberg, 
o work with a lot. 


=e 7 0 phone players that Brian used t 
y Be dpre CROWGed THE too and No ‘ = i 
w were reeds RE: You and Bob played guitar? 


i ke — a 
DH the wera Srand. Cea) 


DN: Mmm-hmm. 





BE: And Brian played bass? 





Then the two saxophone playerSee. 
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g CHre AWD FY faweys Nt but they wot /- || God, I used to remember their names, but I can't anymore. But 
definitely Hal, because I had met Hal before, with the Honeys, 
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their sessions, things like that. 

So then we went in and mixed the tracks, took the master and had 
a demo dise cut from that, took it over to Capitol Records. All 
four of us go in there and we sat down in this guy's office... 


low 
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RA: Jim Economides, who was the A&R man at Capitol Records. 


DN: He put it on the record player and played the thi 
all the wa 
Een oe "My God, it's good, but it ane just like His 
Static Cts e can't produce a record that's going to be in com 
ion . WL ‘ you guys, because you guys are already under con— 
Hisced fe) pets. got up and got out of there. Brian was really 
ee = e of stormed out and said, "Okay, by God, if that's 
ey want, if they want us to get away from the Beach Boys 


_ * for BAA £9 


———_$=_———— 


Note: The lyric in the chorus of "Wich Stand" is in Brian's 
handwriting. The verses are in Dave Nowlen's. 
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The Beach Boys, 
After the Flap 


££. Love on Rock ’n’ Roll: It's Meant to Unite 


CG Watt was bern incorporating all the facets 
fe a last war of the musucal spectrum. Then along 
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sound, I'l come up with something that doesn't sound a 
close to the Beach Boys." 


You said Brian wrote "Wich Stand," but the writing credits on 
score sheet of the song list several other people also, ~you wee 
Rich and somebody named Steve Rusk. 


Yes, that's correct, but the basic tune was written by Brian. We 
interjected words and things here and there or just gave him 
ideas, the same as Rich was doing for the car songs. But I would 
give the basic writing credits for "Wich Stand" to Brian. 


Who was Steve Rusk? 


Steve was just a guy that was trying to get started in the music 
business. And he kind of hung out with me in my apartment and 
was a runaway from home basically. He was always around, 


Up at the top of there (the score sheet)... I haven't changed it 
since the Sixties, I've just kept it in my memorabilia... I have 
myself written down there, Rich Alarian, Steve Rusk, and Brian 
Wilson. Even though I can't remember what it was that he did 
with the song, I'm sure that Steve did have Something to do with 
writing a few words here or there or giving us an idea for the 


Songe 


Brian and I were sitting there and I came up with all the words. 
Those were my words .e 


We went and practiced it in his apartment, right next door to 
mine, and then went back down to Gold Star. 


Who were the musicians on that recording? 


Same people. 
You and Bob again on guitars? And Brian on bass? 


Right. 


I don't think there are any guitars on that recording, though. I 
think it's drums and horns and a bass. It's very sparse instru 


mentation. 


No, I'm sure there's guitar in there. I'm sure that we played 


guitar on there. 
The sax players are on that also. 
And the clapping and all that stuff. The clapping was put on after- 


wardse The saxophones were put on afterwards. We spent considera— 
ble time that day. It was like a six, seven—-hour day in the studio. 


RA: "Wich Stand" never came out. It was shelved. There's a master , _—— 
sitting someplace. I had a master dub and like a dummy... at the Bes Is 2h ‘ite Same £Ous" yocRbisus 
oe ee Le Bab? f Wes Bo- DN; Exactly. Murry was there at both sessions, too. He would come out 


BE: 


DN: 


ing out with at the time. I let her use it and I lost it. I'm 
sure Brian has it. It was done at Gold Star Recorders. In fact, 
when we went in to cut that record, Jack Nitzshe was there and 
Phil Spector. 


(Alarian suggested the name of the group. At a meeting of the 
soon-to-be Survivors, "the group suggested like a hundred dif- 
ferent names," he recalls. One of Alarian's suggestions was 'The 
Survivors.' His reasoning was, "We still are survivin'. We 
still are singing." However, no one was particularly taken with 
the name at that time. But at a later get—together, Brian told 
Bob and Rich (Dave wasn't present) that he had decided 'The Sur- 
vivors' had the right ring to it. According to Rich, Brian acted 
like the name had been his own idea and assumed credit for naming 
the group, never acknowledging that Rich had initially suggested 
the name. } 


"Pamela Jean" was written in the style of Dion... 


Brian was determined to change the style, to get it away from the 
Beach Boys sound, so that we could go on and get a record out. 

It was only a matter of days until he came back and said, "Hey, 
I've got another song for us to do." And that turned out to be 
"Pamela Jean." 


At this time, I was going with a girl named Pamela Jean Adams. 


after you goofed something up. He'd come out and he'd say, "You 
gotta lighten your voices up and sound younger," and stuff like 
that. He was kind of giving direction from the control room. 


Brian sings the lead on "Pamela Jean," doesn't he? 


It's Brian, but it's me. It's one of those things where he would 
sing in my ear. I would sing that vocal. Then he would sweeten 


it by going over it two or three more times with his voice. 
Whose vocal is the lead? Who's the prominent voice on it? 


It's a mix. The record that you hear is not totally Brian Wilson, 
it's me. 


The record was accepted this time by Capitol, without any prob-— 
lems? 


We went to Jim Economides and he said, "Great, This is a great 

sound. We're gonna press it." But they put it on hold, because 
that's when the Beach Boys hit strong. They didn't want to push 
us out right away, because they were afraid that we would drown. 
Then the Beatles came along and they threw the record out. Sup= 
posedly it only sold a few thousand copies up north, Northern 


a all But that record was made... probably the summer of 
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BE: It came out in January 1964, but the file 
had the tape in September 1963. 
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was gonna get my own place. It was probably September of that 
when school was starting again. I was supposed to go to 
lege and Brian asked me not to, to stay with him At that 
time, Brian wanted to rent this house. I think it was on 104th 


We pushed Brian and he called Capitol and they Oy in September, Street. 


S at Capitol Show they 


year, 
RA: The thing was supposed to come out in September col 
in the summer of '63, and it was supposed to bmn We had done this 


i i im ‘ 
gonna wait, we're gonna wait, we're gonna wait. off: We're 


Bob, Brian and I lived there in late '63, through '64. The three 
of us lived in this house, with no furniture, mattresses on the 


BE: With Capitol's master tape of "Pamela Jean," there floor, vitamin pills in the kitchen. We never ate right. We'd 


effect that in December 1963, one of the Beach —_ a note to the 


Brian, picked up the tape one day and returned 3 » presumably 
term used for the returned tape is "revised." it the next. The 


: Brian used to do a lot of stuff like that. Bri . 

for that. Brian used to fool around a lot Sis went notorious 
to like overdubbing. He may have gone back and ce used 
instruments to it or he might have added another track ae 
But as far as the vocals, no revisions were made. You estes t 
that record and there isn't anyone but Brian, Bob “ 
there. t » Dave and I on 


"Car Crazy Cutie" is the same melody as "Pamela Jean," 
first? 


I don't really know. I was kind of offended when I first heard 
"Car Crazy Cutie," because I thought that he had taken "Pamela 
Jean" and rewritten the words to make it "Car Crazy Cutie" and 
put it out. I thought, "He's taken OUR song and put different 
words to it and released it as something else." 


"Pamela Jean" came first. That upset us. We cut "Pamela Jeant' 
and it was sitting there. That record was made and accepted by 
Capitol Records way before "Car Crazy Cutie." 


"Car Crazy Cutie" was recorded and released after "Pamela Jean" 
had been cut? 


Exactly. When that happened, I hit Brian on it. I went to Brian 
and I said, "Brian, why? That was our song." He said, "Well, 
Rich, still it was my music. We needed it for this other album, 
we needed it for the album. We didn't use your words." He had 
the msic. I don't remember if it was Christian... it mst have 
been Christian that came up with "Car Crazy Cutie," the WOrde be 
that msic. So, then it was totally Brian's. "Car Crazy Cutie 
was totally his, music and words. 
Did Brian re-record the track for "Car Crazy Cutie?" 

The record I 
ed, is not the 
't, one Beach 


You got it. But "Pamela Jean" was not re-recorded. 
have, the one that came out, the one that was press 
Beach Boys. I'11 swear to it in court. There wasn 
Boy involved in "Pamela Jean," except for Brian, of courses 
Shortly thereafter, I had a falling out with Dave Nowlen. Dave 
and I didn't see eye-to-eye a lot and we went our own WaySe 





Which came 


sleep during the day and just stay up all night in recording ses-— 
sions or just write songs. 


Where did the B-side of the Survivors single come from? "After 
The Game?" 


It came from the house on 104th Street, in Inglewood. In the back 
of that house, they had a bedroom and Bob Norberg had a bunch of 
recording equipment set up in there. We had already done and mas— 
tered the A-side. They needed a B-side. So Brian just said, 
"T']1 take care of ite" 


We sat with a Wollensak tape recorder in Bob's room. He was strum 
ming on an electric guitar that was not hooked up and Brian was 
humming and fooling around with a guitar. 


Brian's attempting to play the guitar and he makes a couple of 
mistakes in it. 


The drums that you think you hear, that clunk-clunk-clunk in the 
background, is me hitting the damn bedpost of Bob's bed with a 
drumstick. We didn't write it. It was just an improvisational 
piece. We never went into a studio to cut that. It was cut in 
that house on 104th Street. From there it was out as the B-side. 
That was "After The Game." 


What happened when the Survivors single was finally released? 


The first thing that I remember is rushing around to every record 
store that I could find in Southern California and asking them... 
running up and asking them if they had a copy of the Survivors' 
record called "Pamela Jean." A lot of them did. I made sure 
that they knew that I was one of the groupe 


When you're 20 years old, it's really strange to be hit with some- 
thing like that. For the first time, I realized what it was like 
to have a record out on the market that people really heard. I 
had had one out on the market before, that got airplay only in a 
very small town, back in Michigan. But for the first time, I had 
a record out on a major label. All of a sudden you realize what 
people like Brian mst feel when we're driving down the road in 
his car and he hears: "And now, the number-one tune for the last 
EIGHT weeks in Southern California, by the Beach Boys, ‘surfer 
Girl.'" Although at the time, it never really seemed to bother 
him, when we were just riding around in his beat-up old car. 
Later on, I'm pretty sure that it did affect him. It's pretty 
obvious that it has affected him in some WaySe 


rr — ’”" EE 
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DERE ee nnn aii for the first time I saw what it was like to have some— 


ss , 
ae out on a major label. Coming from being a farm kid and 
ait from a small community, I'm not sure I would have been able 


to handle the popularity if it had developed. 


Did "Pamela Jean" get any airplay? 


B 


Very little. At that time, there was KFWB and... I can't remember 
the other station in town, in Hollywood. They were the ones play-— 
ing the record. It was only in the market for a month, six weeks, 
something like that. I was spending all of my money buying re- 
cords and sending them to all my friends, hoping to boost sales 

or something. I went back to the record stores a month or six 
weeks later and the record had already been recalled. 


y 
= 


Then you kind of lose track of things. It seems like a hundred 
years agO NOW. I can't remember ever inquiring of Brian as to 
what happened to it. I guess everybody realized that it sounded 
like Dion and it was in competition with him. it hadn't gotten 
that much airplay, so I guess everybody just figured the thing 


was a flop and we'd go on to make another one. 


Bob Norberg was doing his own thing. Rich and I were still chum 
ming around together. Brian seemed to have less and less time to 
spend with us. He was running around with Marilyn at the time 

and I had been out, kind of on double dates, with he and Marilyn, 
but it seemed like now he's up at her parents' house, spending a 
lot of time up there. He gave her mother and father a huge freez— 
er for their anniversary, one of these huge refrigerator—freezers. 


To be honest with you, I can't remember how the thing fell apart. 
I remember there was a lot of tension because Brian was going 
with a Hollywood crowd. He was starting to get away from Haw 
thorne and spending a lot more of his time up around Hollywood, 
with 'those' people up there. We all thought they were 'Holly— 
weird' or something. 


I still went to the Beach Boys' recording sessions, and Brian and 
I still saw each other. The incident that kind of set things off 
between Brian and I happened at Gold Star Studios. There was a 
guy there named Sheb Wooley, the one who made "Purple People 
Kater.'"' One of the engineers who had seen me around with Brian 
lots of times introduced me to Sheb Wooley: "This is Dave Nowlen. 
he's with the Beach HKoys." I just stuck my hand out to shake the 
guy's hand and Brian slapped my hand real hard and said, "You're 
not one of the Beach Boys. What the hell do you think you're 
doing?" It just kind of pissed me off, because I had never tried 
to pretend that I was one of the Beach Boys. I got pretty upset 
with Brian and I didn't see him more than half a dozen times 
after that. 


BE: You told me there was a third Survivors song, written but never 
recorded, 





DN: Yeah, it's called "A Joyride Cruise." As a matter of fact, "A 
Joyride Cruise" may have been the words to the melody that I 
Stole, now that I think back on it. (laughs) That's really 
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Note: The lyric of "A Joyride Cruise" is in Brian's handwriting. 
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Yeah, I have a song called "A Joyride Cruise." Brian 


eo ong called "A Joyride Cruise" and I have it in his long- 
Be an this music folder. I can't remember if that was a song 


pee survivors were going to do. It must have been. 
e 


Planned as 4 follow-up to "Pamela Jean?" 


BE: 

hink it was between "Wich Stand" and "Pamela Jean." I don't 
DN: fee ber vny we didn't do it. 
BE: You parted with Brian sometime during '64. 


Yeah, in late '6h. 


Then I took the melody, that particular melody 
written, and I sat down and wrote words, called 


e d 7 7 
that Brian ha He had laid down a track, just a basic music track, 


. Le 
‘a aeneress melody would go, with himself and Bob Norberg in 
baie apartment on a home recording unit. It was just a bass and 


itar and somebody wacking on a magazine with a stick 
yl oe beat. As a matter of fact, on the tape that I 
used to have, I'm sure it was Rich Alarian. He got off-beat sev— 
eral times and Brian said, "Goddamnit, Rich, can't you carry a 
beat?" I'm sure it was Rich. He and Brian and Bob were in the 
apartment one day when I wasn't around and they made this track 


for "A Joyride Cruise." 
I didn't steal it. JI ended up with a copy that Bob Norberg had 
given me. 


In fact, I'm really disappointed, because I had a whole reel, a 
big 7s-inch reel, of recording sessions with Brian and the Beach 
Boys that Bob had taken off a master in the studio, where they 
made a lot of mistakes. They stopped and started over and yelled 
"shit" and all kinds of things. I took it with me, don't ask me 
why, when I went to Cambodia. When I got evacuated from Cambodia, 
they only let you take out two suitcases and I naturally brought 
out the things that I thought were important to me and I left 

that there. Now I wish I had it. 


So, the track gave me an idea of how I wanted to make a song go. 
I wrote the words to follow that melody. I took their basic 
track and just redid it, took my own musicians and recorded it. 
I had three other guys who were working with me. They were the 
guys that I was already working with the day that I met Brian, 
when he knocked on the door. 


("Beach Girl" was recorded at Western Recorders in January 1965.) 


I took the master from that over to Richard Vaughn, who was the 
president at the time of Arvee/Hi-Fi Records. Gold Records was 
the rock-and-roll section of that. He came out and asked, "Did 
you write this?" I said, "Yes." I mean, I wrote the words, I 
didn't tell him I didn't write the rhythm He said, "Okay, fine, 
we'll do it." He asked, "Can you produce a B-side?" and I said 
yese I went home and wrote a song called "Gypsy." "Gypsy" was a 


real nice ballad. It was a real nice song that we did with four 
vocals on it and harmony. 
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It came out in March or April 196 
writing credit just says "David ene 


name of the group. 


ch os the SO 
down underneath the 


The word that Richard Vaughn 
gave me 
the record out to the different ra ee he was 
i ae 
nto production. , 
ies. ion, So there may just be 


B0ing to send 
nd Los Angeles 
Y, they were 
Promotional cop- 


BE: What was the name of the group? 


DN: It was called the Nodaens. I know t 
: ° hat soun 
at come up with a name for the group, so ig He ea We could— 
and my last name was Nowlen, so they put No-da ae eee 
was a little crazy, but... —ens. I admit it 


I only have one copy of the record left 

and I 1 . 
laying out... the record: laid in the back of aS oor oe 
it got crinkled. It got crinkled to the point where ie ee 
barely play one end of the B-side, "Gypsy." you can just 


You might also be interested in a record Bob Norberg and I did 


: ois “2 d > 
Bob had quite a bit of electronics gear in his r os : Wrrrvri ta Z 
Ooms ; srr ty aos 
couple of recorders and he was really sharp in lenis osc h pag ee Tin Tih fil Wall] ue } IY J 
to work the stuff so that you could overdub and get echo attacks ! : mr hale | 
and things like that. He was really talented at that. coon fee j 
4 & RE kee 
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I wrote a song called "Surfer's Sunset," an instrumental. When I ‘i 
say wrote, I've never been able to read anything other than a lead ) 

note, so I would make up a song in my head and just play it enough 
times through to where I had it down. I wrote the song in my head 
and went over to Bob's and Brian's and played it for him and he 
really liked it. He offered to do the bass line on it and he not 
only did the bass line on it, but he did the wooden block thing 
and it came out really nice. That's the first one I took to the 
people at Arvee. I took that one to Richard Vaughn and he didn't 
want to do an instrumental, mainly because it's five minutes long. 
He never took it, but we did the master tape and cut a demo record 
of it and took it over to Arvee. To show you how naive I was, 
once I'd been turned down by somebody, I never went back to any- 
body else. If I was ever going to make it in the music business, 
it was going to be something that I stumbled on. Back when I was 
younger, I never knew enough to go to eight, ten record sae pee 
and have them all close the door in your face. I went to one a 
they said no, and I said, "Okay, fine» I quit." 





bums 
HE: Rich, were you involved with any of the later Beach Boys albums, 


like Shut Down Vol 2 or All Summer Long? 


RA: No. I-had nothing to do with those. That was when Bri 
he was going to participate with the guys againe 


an decided 


part company? 


BE: How did you and Brian finally 
nd and he left to 8 


o with 


RA: First, Bob moved out. He had a girlfrie 
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her. Brian and I stayed together for probably another four 
six months. We were at the 104th Street hous 
split up because he moved in with Marilyn at 
housee 


We'd have sessions at night and when we were done, 
"Well, take the car home, Rich. I'm gonna stay ove 
house." He started staying at her house because i+ 
driving back to Inglewood and back the next day to Hollywood, That 
went on for about a month or so. I'd come home and I felt "Gee 
I'm a caretaker. He doesn't give a shit about me anymore," The. 
friendship was slowly going away to Marilyn. I figured, "Hey, I've 
got a life of my own. AmTI going to sit here and waste Lt, being 
a caretaker for the guy?" So I went my ow Waye I think I moved 
in with another of my friends that I was Starting college with, rE 
don't know what Brian did with the house after that. It was a 
rental thing. He had it on a lease, 


» five, 
© almost a year, We 


her mom's and dad's 


Brian would sq 
rat Marilyn's 
Was easier than 


’ 


Shortly thereafter, Steve Love moved in with USe 
through Mike. He and I became good friends. In fact, Steve Love 
was best man at my wedding. So then I was involved that way. 

I'd still hear all the stuff that was going on and we'd go over 
to Mike's house. He'd bought a place in Playa del Rey, 


Then Brian came out with Pet Sounds. That's when he was getting 
into the drug cult. At the time, the girl that I was going with 
wanted to meet Brian Wilson, so I got back into the picture. For 
a month maybe, I'd go over to the house on Sierra Bonita and hang 
around with them. I realized that he was going off the deep end. 
Brian wasn't the Brian I remembered. He had really changed in 
that year's time. That was shortly after he had made Pet Sounds. 
And then I just disappeared from the scene. 


I'd met him 


You know that guy was so straight. You know, like Jack Nitzsche, 
he was a heavy loader. Phil Spector was a freak. All of these 
people we used to run into, they'd smoke pot or take acid. Brian 
never, and I can attest to this, when we lived together Brian 
never fooled with that crap. He never did. But that Pet Sounds 
album, he was totally loaded when they made that. 


A lot of success went to his head fast. I saw that happening. 
Everybody that we ever ran into when we were together, the first 
words that came out of their mouths were, "You're a genius." 


Do you think he was? 


I think he was, until he started going off the other end. 
happened when he did Pet Sounds. I was at the house ne 
was then he started getting heavy into drugs. It went : _ - 
head. The genius thing went to his head. When he was clean, 
was talented. 


We used to sit and things would come out of him. He was 3 a 
he really was. That man could sit at the piano ee a 

a verse, With music, to a song. He'd throw stuff a Tigh ~= > 
time. Wetd sit there and we'd throw words around. fie a 
play msic all the time. There were so many songs an ee 

came up with when we were together that were never re 


- him down to Norm's, 
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a thing called "Thank Him:" (singing) "Thank him for a 
‘ad ae rare, Thank him for our lo-o-o-o-ove." And we did a 
ea 


le thing on that, a chorus. It was beautiful. It was done on 
whole llensak recorder. He went to Radio Recorders and we put that 
ne a disc and it went on a shelf. There were so many things 
at ae And it was a beautiful song. It was like going down 
Phe ocean and the shells... It was a love song, it was a beauti- 


ful love song. 


Do you recall a song written for the Survivors called "A Joyride 


Cruise?" 


t nothing ever happened with that. We'd do a lot of stuff 
Sees arn do a ret, It would be a demo and it would go on the 


shelf. 
What was Brian like back then? What was it like working with him? 


He was just a fun-loving, easy-going guy, a little bit forgetful 
sometimese A couple of times, I remember , we drove all the way up 
to the studio to do some work on a mixdown. We'd get all the way 
up there and he'd go, "Oh shit, I forgot the tapes. They're back 
in the apartment." We'd turn around and drive all the way back to 
Hawthorne. 


It's like, here we are lying on a floor in an apartment with no 
furniture in it and this is the day that he called the Pontiac 
dealer, He was getting rid of his Chevy Impala, this old warrior 
that he had, and this was his first car that he was buying with 
money that he had made as a record producer. So he had ordered this 
car and it came in. I was in the apartment when they called to 
tell him that the car was in and Brian's on the phone. I can't 
tell the conversation that’s going on at the other end, but I can 
hear his side of the conversation. He Said, "Yeah, okay, well it's 
here, but it doesn't have power windows like I ordered." Then 
there was a little bit more conversation and he said, "And it 
doesn't have the stereo in it either, huh? Oh, well, Okay." And 

I said, (whispering)"Brian, ask them if it's got doors." And God, 
he just died cracking up and said, "Hey, has it got DOORS?" 


He was always up for a good time. We laughed a lot, but he was 
lonely too. There were many nights when he came over after mid— 
night and knocked on my door and asked me if I wanted to come with 


an all-night restaurant about three-quarters 
of a mile down the road, and get something to eat. 
self a lot, just by himself, alone, 
eat by himself, 
jar down there, 


record for her daughter, 
and he's gonna count out 
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seve he cared about people. He was interested in us as indivi- 
Pag I really sincerely think that he tried to give us a break. 
uals. 


I would see him in a rage with his father. It seems like 
ey time we got around the house that he just went Crazye 
ev 


tye seen him in a thinking mood. We were sitting in the Wich 
2 ee ne day in his car and he comes up with "Well, way up north, 
he the air gets cold, there's a tale about Christmas that 
oi all been told." And he wrote the song right there in the 
. a could think the harmony parts in his head, he could think 
Fee words in his head and remember them until he could get to some— 
Face where he could write them down on paper. 
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; : + “pane teers: ' ae , ic is a funny thing. If you listen hard enoug ong g 
aa fee eee Ps a : yee Nr mee Es Be nade the person who didn't know very much about music could 
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soundse 1 think the Beach Boys came along at the perfect time to 
enjoy the popularity that they did. The kids were ready for a 
change. Cars were a popular thing and surfing was a popular thing. 
But when you start listening to some of their early songs, the vo-— 
calse.. they weren't really that hot. 


I don't know if I'd classify him as a genius. I think that's a 
lot of what happened to Brian. He just had a lot of talent. He 
wasn't a genius. He's got an enormous amount of talent, but if 
you classify him as a genius, that puts him up on a pedestal and 
I think that's what helped to ruin his life... people classifying 
him, telling him he was fantastic and that he had perfect pitch 
and all of these things. 


8 


When did you last see Brian? 


y 
= 


I talked to him on the phone about 1972. I had come out with a 
country—and—western record on an independent label. I talked to 
Brian because I wanted him to hear what I had done. I sent hima 
copy of it, then called him about a week later while I was in Los 
Angeles and talked to him on the phone. He said that he had lis-— 
tened to it and said it was good and he was glad that I was headed 
in that direction. If it made me happy, fine. They called him 
from the office... they used to have an office just off Hollywood 
Boulevard on Ivar Street, upstair there, They called him. 

That's the last time I talked to him. 


RA: Two years ago, I think it was,(actually Oct. 4, 1980) Brian was 

208 Special on "K-Hits"(KHTZ radio). I called and I tried to 
talk to him. I wasn't any stranger. I said, "It would be nice 
Someday, Brian, to just get together and talk. It's been a long 
time and I really miss you."" He seemed like he wanted to get 
together, 
I called back again, when the show was over, just as it was ending. 
Brian was still in the booth and he couldn't come to the phone, so 
they put on one of his right-hand men who stays with Brian. He 
comes on and I asked him if I could have Brian's number and I gave 
him my phone number and name. His friend told me that Brian would 
get back to me. I never heard from him. 








a 
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Rare Tracks ON AND ON SHE GOES [With Me Tonight] 
by Gary Gidman Sandy Salisbury [Together 139, 19677] 


This recording from the late Sixties has to be one of the more 
curious choices of Brian Wilson songs to be covered by another artist 
No doubt a small attempt to capitalize on the popularity of "Good Vi 


brations" and the release of Smiley Smile, this version diff : 
nificantly from the Beach Boys" originale ers sig- 


The identity of Sandy Salisbury is unknown. Production credit OXON OR keene LOLOL O p. 
for "On and On She Goes" is given to curt Boettcher and Keith Olsen ¥, . ~S | | 
which, coupled with Together Records' being run by Gary Usher, cer— i 
tainly places this project within the Beach Boys' outer circle of 
friends and co—workers. 


Production, and performance-wise, this is a Strong effort. Of 
real interest here, however, is the arrangement, which seems to im 


ply an interesting concept: that of mining the hidden commercial po— 
tential of an understated musical gem. 


—“» <s LR tall a « re 

A brief comparison and contrast of the two versions will illus-— 
trate the idea. Where Brian's arrangement is direct, even blunt 
adorning the unenhanced vocals with only one chording organ, and two 
bars of unobtrusive piano before the fade, the Salisbury version is 
full-blown, built around piano, bass, and drums, with a Saxophone 
section doubling background vocals (a la "California Girls"); a bass 
harmonica and left-hand piano combining with the bass guitar on the 
verses (a timbral conceit from Pet Sounds, especially "I Know There's 
An Answer"); and even a vibraphone on the fadeout. 


An extra thirty eight seconds of play is achieved in the Salis-— 
bury version by modulating upward one half-step, repeating the verse 
a third time, and concluding with the full chorus section, which, on 
Brian's version, is used only once. The eight—bar bridge which con- 
nects this extra music is based on Brian's second bridge in "I Get 
Around" (the "ooh" section). 


Brian's melody adapts effortlessly to the treatment given here. 
He has been quoted as saying that he felt the musical content of his 
work outweighed his lyrics, and here we have a piece of music which 
would arguably stand up to any lyrical or stylistic direction. 


However, Brian has also stated that his songs are attempts at 
capturing a feeling, something greater than the sum of lyric and m-— 
sic. Here is where Salisbury's "On And On She Goes" falls short. 

On Smiley Smile the mood was undeniably intimate, warm and close, 
small-scale, and even brief. It was the most sympathetic treatment 
imaginable, used to describe a moment's thought, which is the lyric. 
On the other hand, the cover version is a protracted celebration of 
that moment, and seems, ultimately, to lose something to this lis- 
tener. 
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Mid. by Forward Record Corporation * L.A. Calif., U.S.A. 


PD CD Cd ew eed Oe? cen OO Ee 





While the above criticism may be true, this recording is still 
a very pleasurable listening experience, with its undeniable bounce, 
and understanding of Brian's work. It isa notable addition to that 
class of cover versions of Brian Wilson songs which come from the 
heart, -like Kirsty MacColl's "You Still Believe In Me," and Lindsey 
Buckingham's (&Fleetwood Mac's) "Farmer's Daughter." 
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Song Scrutiny: Surfin USA-Fun Fun Fun 


by Don Cunningham 
1963's "Surfin' U.S.A." and 1964's "Fun Fun Fun" are two Brian 


, I 
Wilson creations which, for many reasons, deserve to be analyzed ; LS FALL IN LOVE 
the same breath. To average Beach Boy fans (that large itive = WHY DO FOO 
listeners who could not care any less about the unreleaseq versi 
of "Good Vibrations," the tonal complexity of "God Only Knows a gg | 
the lyrical majesty of "Surf's Up") -"Surfin' U.S.A." and ee a k 
Fun" are examples of quintessential Beach Boys style, ineludin un 
chord progressions, terrific harmonies, soaring falsetto 
and roll pace, and especially, that nasal, high-E-flat lek 
Mike Love. 


& easy 
a fast rock 
d vocal of 


However, for two songs that nearly sum up the early Sixties man; 
festation, "Beach Boy music," it comes as a smal] Surprise that Bot 
"Surfin' U.S.A." and "Fun Fun Fun" showcase the sotnds and im ae 
of an earlier artist and songwriter, Chuck Berry, PELSeS 


Brian Wilson's debt to Chuck Berry can not be any more obvious 
than in these two Beach Boy smashes, made in Brian's early develo 
mental period. In "Surfin' U.S.A." Brian used the music of Baiate's 
1958 hit, "Sweet Little Sixteen," while for "Fun Fun Fun" Brian stole 
the famous guitar introduction from Berry's other top-ten hit of 
1958, "Johnny B. Goode." 


Yet the influence of Chuck Berry would go much deeper in Brian's 
art. The musical philosophy and essence of Berry's music helped to 
shape, to some degree, Brian Wilson's concept of what his own popu 
lar misic should be, and it therefore pervaded Brian's canon. In 
1976, twelve years after "Surfin' U.S.A.," Brian scored a top-ten ay SURFEIN’ U S A 
hit with a version of Berry's "Rock & Roll Music." That later re- jee 
cording stands as a tribute to a music which helped shape Brian's 
own artistic triumphs throughout his career. 


(Brian Wilson} 


Chuck Berry was a rhythm-and—blues guitar player who stumbled 
onto success with "Maybelline," the 1955 hit which contained more of 
the upbeat qualities associated with what was being called 'rock and 
roll,’ than the more lugubrious rhythms and tones of classic r&b. 
Berry rearranged his priorities to accommodate the livelier and more 
popular rock and roll style, as he wrote and recorded his famous 
string of rock and roll classics in the later part of the Fifties. 


In addition to a catalogue of rich, inventive lyrics, Berry's 
dozen-or-so classic recordings offered the world a legacy of r&b 
influenced guitar motifs. These guitar stylings were as much a 
definition of rock and roll as were his simple harmonic progressions, Seg ae 
and speeded up 4:4 time. Ro Sais Soke eee 

Sgt tomo me yaanet Oo 


EECA. Kp nee 


Brian alluded to his Chuck Berry debt in 1981, when he said, "Sur- 
fing msic at that time wasn't really anything but your Chuck Berry 
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with your Brian, Dennis, and Carl, and Michael harmonizing 


itar : 
Enaie A cal chords, -a good family blend. 


their vo 
In that typically modest pronouncement Brian failed to mention a 
few other things, especially if he was referring to Beach Boys' "sur 
fing music." The term "surfing music" is an unfortunate one; it 
better describes a kind of instrumental music from the early Sixties, 
like that of Dick Dale.) In the case of Brian's use of Chuck Berry 
ideas, the case can certainly be made that not only were Brian's ow, 
contributions substantial, but they equalled Berry's work in terms 
of innovation and artistic depth, -even in the early days of 1963, 


Rock and Roll was more rhythm than blues, and "Sweet Little Ee 
teen" was a perfect example. Berry devised lyrics which reflecteqg 
a more optimistic pop culture, and he used faster rhythm, which de 


manded that you dance. 


Brian Wilson showed genius in using what was best in Chuck Berry's 
misic, and adding what was best about Brian and the Beach Boys. 


Berry's recording of "Sweet Little Sixteen" contains four crucial 
elements: (1) his classic rhythm guitar chops, (2) a constant cymbal, 
(3) crude bass arpeggios, (4) drum and piano embellishment. Outside 
the crude bass lines, none of those elements serves to define tonal 
conceptse Indeed, Chuck Berry music is almost atonal, even when one 
considers the easy I-IV-V changes and limited vocal range. Berry's 
music is instead a celebration of rhythm. 


In "Surfin' U.S.A.," Brian Wilson took that rhythmic concern and 
added rich, tonal concepts. (As has been said too often, he "added 
harmony.") In 1963 Brian kept the guitar, electrified the bass, 
dropped the piano and cymbal, and added the Beach Boys' voices in 
their place. 


Although the Beach Boy backgrounds in "Surfin' U.S.A." were un- 
surprising Four Freshmen chords, devoid of any counterpoint, they 
were nevertheless completely refreshing in 1963. Most importantly, 
Beach Boy harmony contained a unique synergism based upon genetically 
related voices: what Brian called the "family blend." Many of the 
more successful vocal harmony groups have been family affairs: the 
Mills Brothers; the Everly Brothers; the Bee Gees; the Beach Boys. 
In these groups similar voices with slight (and only slight) dif- 
ferences create a kind of two-level harmony. On one level are the 
differences in tone; on another level are differences in nuance. 
this can not be duplicated. 


And 


Your local rock group disappoints you when they attempt to sing 
a Beach Boy song because their voices are too disparate. On the 
other hand, a single voice, overdubbed many times, will also produce 
an unsatisfying harmony. A good example of that is the version of 
"Wouldn't It Be Nice" which Brian Wilson completed by himself when 
the Beach Boys were touring in 1966. He sang all the parts, and the 
result was a harmony that was flat, that lacked resonancee ~ 
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Brian's addition of background harmony in "Surfin' U.S.A." im 
oved the tonal facts in an obvious way, yet he also made slight 
anges in the melody. 


In "Sweet Little Sixteen" Chuck Berry's vocal is highly melis- 
As in jazz singing, energy is derived from the manner in which 


ch 


ae yocal-teLody strays from the tonal root. Berry's extremely limit— 
eT goes range demanded that kind of melody. In "Surfin' U.S.A." the 


f Mike Love ("If everybody had an ocean...") and Brian 
Wilson ("Everybody's gone surfin'") are much more lyrical in both the 
ture of their voices, and the actual notes sung. There is no com 
‘son between Brian's "everybody's gone surfin’" and Berry's "all 
fre. cate wanna dance with." Brian's two—-octave leap to falsetto 
can be considered a rewrite of the melody, as it radically changes 


the spirit of the song. 


lead vocals 0 


Let's move on to production. In England, in 1963, the Beatles, 
like the Beach Boys, forged a new musical style based upon rock and 
roll rhythms. Brian Wilson and the Beatles shared in the common ap- 
preciation of Chuck Berry's rhythmic sensibility, yet in creating 
their own records, both moved to a stronger, or heavier drum sound. 
As a further note, a difference between Brian's early rock and roll 
sound and that of the Beatles lay in a production concern: the Bea- 
tles augmented Berry's cymbal, while Brian dropped it. Compare the 
Beatlest "Rock & Roll Music" with the Beach Boys’ "Surfin' U.S.A." 


In the backing track to the verses of "Sweet Little Sixteen" 
Berry's signature rhythm guitar stands out, although in retrospect 
it appears modest. The simplicity of his entire production reflects 
the values of an earlier era, when lush harmonies and complex instru- 


mentation were necessarily eschewed. 


By 1963 recording techniques and record—pressing quality had im 
proved vastly, -so much so, that Phil Spector could realize his dream 
of a "wall of sound." 


Brian was too inexperienced to be messing around with a wall of 
sound in 1963. It was enough that the rhythm track of "Surfin' U.S.A." 
showed imaginative dynamic improvement over that of Brian's first 
rock and roll hit, "Surfin.'" Brian did not begin to emulate Phil 
Spector's instrumental wall of sound until 1964, and "Fun Fun Fun" 
was an early example. 


2 $ 
"Surfin' U.S.A." had been a hybrid of Berry rhythms and Beach Boy 
harmonics. "Fun Fun Fun" was influenced as much by Phil Spector as by 
onto it offered a mature synthesis in sound rather than a hybrid 
Ol styles. 


There in the first measure —behind the lead guitar- is the care- 
fully orchestrated percussive assault. Mixed expertly, drums, guitar, 
bass, and Sleighbells coalesce into a whole, -a new sound that reso~ 
nates, and fires the imagination. It is a heady mix, and it is what 
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Spector did first. Brian had taken surprisingly little time in mas— 
tering it. 


With the wall of sound you don't hear each instrument, only the 
larger result of mixed instruments. This is truly production as an 
art. In "Fun Fun Fun," even the guitar and organ lines in the break 
seem to lose their individual personalities, coming together in a 
unique result. 


Compare the break in "Surfin' U.S.A." with that of "Fun Fun Fun," 
The former also involves both organ and guitar, but in such a way as 
to say, "This is the organ part," and "This is the guitar part." It 
is like the young artist who is just learning how to put colors to 
gether. 


Although Spector's influence on Brian has been cited many times, 
two things should be added: (1) the quickness with which Brian mas- 
tered Phil's sound, -"Fun Fun Fun" was made in January, 1964, seven 
months after "Da Doo Ron Ron," and four months after Brian's favorite 
"Be My Baby," and (2) how Brian moved on from Phil's sound. ’ 


By the end of 1964 Brian was producing records which did not sim 
ply emlate Spector's wall of sound. In songs like "She Knows Me Too 
Well," for the Today album, Brian was coming up with his own pet 
sounds —a smooth guitar sound; a mellow bass— while maintaining Spec- 
tor's philosophy of the importance of the overall sound. 


In "Fun Fun Fun" there is more movement in the harmonies, and 
there is a greater sense of ‘voices as instruments' -—much moreso 
than in "Surfin' U.S.A." At the end Brian Wilson lets go with a 
soaring vocal leap that became one of the more famous falsetto fig- 
ures in popular music, -right up there with Frankie Valli in "Walk 
Like A Man." 


It is unfortunate that radio stations always play the album ver- 
sion of "Fun Fun Fun," because although the single version is nearly 
identical, it contains one bonus: the vocal tag continues for a much 
longer time. Like the ending of a Beach Boys' concert. 


In going from "Sweet Little Sixteen" to "Surfin' U.S.A.," to 
"Fun Fun Fun," we witness the emergence of arts from a rough expo- 
sition of a genre, to an experimental combination of styles, to an 
artistic creation surpassing genre and style; from bluesman Chuck 
Berry, to production genius Phil Spector, to consummate artist, Brian 
Wilson. ; 


Collector's Note: When "Surfin' U.S.A." was released in 1963 the 
label credited Brian Wilson as author. Immediately, Chuck Berry's 
publishing company (Berry was in jail) sued the Beach Boys and won. 
From that point on, all records credit "Surfin' U.S.A." to Chuck Berry 
(alone). Only that original 1963 single credits Brian. Furthermore, 
after the legal decision, Berry's record company issued an album which 


Promised "Surfin' U.S.A." on the cover, yet which contained "Sweet 
Little Sixteen." 
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letters 


ae Last Saturday (this was in March) I went to the VIP lounge in 
Harrisburg, Pennsylvania, and saw The Crystals. Boy can they sing. 
The back-up sound of Spector was missed, and the back-up band was 
barely adequate. They did all their hits, plus "Heat Wave," "Dancin! 
In The Street," "We Are Family," and other songs. 


But the highlight was "Be My Baby," plus "Surfin' Safari," and 
"Surfin' U.S.A." —which they said "Were written by a guy named Brian, 
who meant as much to us as our mentor, Phil." 


Mike Clark 
New Cumberland, Pa. 


Don: 

Some info which you and other Beach Boy fans may wish to knows 

(1) Carl Wilson is the cover-feature story of the Aquarian Weekly, 
Issue no. 466, April 13, 1983, P.O. Box 137, Montclair, NJ. O/7O2. 
Newsstand price: $1.00. Routine story, except the Manson issue is 
posed to Carl. Pretty interesting. 

(2) Billy Joel and Dean Torrence joined the band in a live per- 
formance Friday, April 8, at the Brendan Byrne Meadowlands Arena, Se- 
caucus, Ned. Brian was absent. A real fine show. The band was up; 
so was the audience, because of the James Watt controversy. Billy 
Joel played keyboards on "Help Me Rhonda" and "Rock & Roll Music." 

He did not sing. Torrence sang lead on "Barbara Ann" along with 
Bruce. 

Dave Schopperth 

Paterson, N.Jd. 


2 
Editor: 


\ PeSe Billy Joel used to be an opening act for the Beach Boys. 


Doug Kusiak 
Yonkers, N.Y. 
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RECORD SHOP 


_|. “Connecticut's Uncommon Record Store” 





7 CAPITOL AVENUE | HARTFORD, CT 06106 
: | 203-278-6530 
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